building, of the balanced style derived from Italian high Renaissance and mannerist architecture and named after the Italian architect Andrea Palladio (I508-I580). Ware's book A Complete Body of Architecture, published in London in 1758, contains much Palladian cant and also a good deal of practical information about one of his most important commissions: the design and construction of Chesterfield House. In his text he treated this house as an object lesson (without specifically naming it or its owner), and allowed himself several stringent criticisms of his patron's French-directed tastes at a moment when his association with Lord Chesterfield in architectural schemes had ceased. The opposition of their points of view is epitomized by Ware's discussion of the ceiling for the Great Drawing Room: "Let us suppose him [the architect] engaged with some person of fortune and taste in building, and decorating a house of the most magnificent kind. One room must have the highest finishing, because one will be intended for superior elegance: this will be large from the nature of the edifice, and on this every decoration is to be bestowed, in the most profuse manner. The proprietor is to direct the nature of the operation, though the architect is to form the figures: we have expressed . . . the two characters in which it may be executed, the noble or the fanciful: the former great and grave, the latter elegant and airy. We should always prefer the former, and advise the architect never to fail enlarging on its superior excellence; but still the choice is to be left to the owner. . . . We suppose the proprietor dislikes the former kind; he thinks it too heavy; or he has corrupted his taste in France so far as to dislike the Grecian science. He desires to have a cieling as rich as that proposed to him, but more airy; and he will have some of the French crooked figures introduced into it. In this case let the architect weigh every thing with care, and very attentively consider the whole, before he reduces any thing to paper." In this passage the epithets "noble ... great and grave" and "Grecian" apply to the Palladian solution, while "fanciful ... elegant and airy" and "French crooked figures" designate the rococo elements of the design, and the proprietor who has "corrupted his taste in France" is patently Lord Chesterfield. The Palladian solution won the day, and the ceiling executed for the Great Drawing Room followed the design reproduced in Ware's book, with only a few " The Great Drawing Room, a room intended for company, which measured forty-two by twenty-four feet and occupied the northern extension of the east or garden front of the house (designated on the plan, Figure 4 , by the letter H), was thronged on this occasion. Ware had planned the room with great thoroughness. In an early chapter of his book he explained its purpose: "Our forefathers were pleased with seeing their friends as they chanced to come, and with entertaining them when they were there. The present custom is to see them all at once, and entertain none of them; this brings the necessity of a great room, which is opened only on such occasions, and which loads and generally discredits the rest In his long chapter devoted to the subject, Isaac Ware brought Scamozzi's ideas on chimney pieces up to date. He entered into the problem of their design and decoration, and discussed the caryatid order, which was evidently a favorite of his for he remarked that "nothing that can be used ... is more delicate" than "the Persian and Cariatick order in the decoration of chimney pieces." Ware explained the terms "Persian" and "Cariatick" (designating, respectively, male and female supporting figures) in the section of his book dealing with types of architectural orders. According to his explanation, the caryatid order consisted of "female figures ... used to sup-206 port an entablature. . . . Caryatids are women dressed in long robes, and, in every respect, in the Asiatic manner; this corresponds with the origin of the device, which was this: The Carians had long been at war with the Athenians, but at length were thoroughly vanquished. The Greeks took their city, and led away their wives captives; this was a very signal victory as it put an end at once to a very troublesome war: and to perpetuate the event, trophies were erected, in which women dressed in the Carian habit were represented supporting the entablature, as the Persians; and serving in the same manner in the place of columns .... We use Caryatids sometimes now, but the idea of slavery in women is so improper, at least in our civilised times, that the hands are not ty'd before them, as they were in the old Greek Caryatic, nor do they resemble slaves in any manner. We use them as emblems of the virtues, and they have an air of great delicacy." This version of the origin of the caryatid order, which was current at the time when Ware wrote it, was in fact derived from a passage in Vitruvius, whose theories on the subject have since been disproved. Though he drew on Vitruvius in describing the caryatid order, Ware based his discussion of the design and construction of chimney pieces on personal experience. He illustrated his design for Lord Chesterfield's caryatid chimney piece and prefaced his account of it with a warning to budding architects: "Let the architect who proposes a chimney of this kind to his proprietor, or who receives the proposal from him, first represent to him the expence. This is a very needful article at first setting out, for if it be omitted, he must expect, either that the owner will be startled at the charge, or that the work will disgrace 6. Caryatid chimney piece from Chesterfield House. English, about I748-i75o. Marble. Height 6feet 3 inches, width g feet 4 inches. The Hearst Foundation, Inc., 56.234.4
him." These remarks may contain a veiled allusion to a difference over price, another cause of dissension between the architect and his patron. Lord Chesterfield's complaints, expressed in his letters, about the high costs of building Chesterfield House were countered by Ware's argument that fine workmanship depended upon the patron's liberality: "The figures in such a chimney are near the eye, so that every defect will be seen as well as every beauty; and they are of the nature of those other elegancies in the art which had much better be omitted entirely, than done in a slight manner . . . but the needful expence is, that the chimney-piece be of sufficient extent and bigness, that the materials be good, and that a full price be allowed the sculptor. He must finish his work according to the price, and there is none too great that is within the bounds of reason; for there is no occasion on which his art ought to be displayed so perfectly." After these pronouncements Ware embarked on a set of directions for carving the caryatid 7. Ceiling of the music room of Chesterfield House.
Plates 81-82 in Ware's book figures, with obvious reference to those on Lord Chesterfield's chimney piece. The directions become very circumstantial on the subject of the figures' arms and legs. Ware began with a plea for slender proportions: "No great weight is to be supported; and consequently, no robust limbs are necessary to the purpose," he wrote, and added an injunction against allowing these limbs to project needlessly: "When figures are raised to a height which places them out of the way of accidents, their limbs may be disposed with a freedom which cannot be admitted, where they are in reach of blows: nothing can be more in the way of these than a figure which makes part of the ornament of a chimney, because the persons who sit near the fire, will lean or rub against it; and the continual business of servants in managing the fewel [fuel] will carry them also for ever into the way of touching it." The architect then discussed the most suitable and rational disposition of these limbs: "The first thought would be to throw both arms close to the body: but that would be at once ungraceful and improper. It is natural that a person loaded upon the head, although but lightly, should raise one hand to support the weight. . . . The proper posture of a caryatid figure at a chimney is, to have one hand close to the body; and the other raised to assist in the imagined support of the mantle-piece." Ware then described arrangements for the hands and fingers that depended closely on the attitudes of the figures now at the Museum (Figure 6 ): "The hands must be delicate, to correspond with the general figure, and they will require the best touches of the sculptor's chissel, because every eye will naturally be thrown upon them. The fingers must be small to answer to this general design; and those of the lower hand will be exposed naturally to blows and injuries; while those of the upper will not be altogether exempt. The design of the architect is to shew his judgment in securing them gracefully; as the sculptor does in forming them. The hand that is carried up to support the entablature may very properly be placed upon the freeze; and in this case, the projection of the cornice will give it a great security ... the cornice would not be its only defense; for the fingers might be united to the body of the freeze, and thus would have a strength that they never can when loose. This hand being so securely disposed, let the student consider what can be done to preserve the other; it is more in danger because it hangs lowest, but there is an easy way to defend it. Nothing can be so natural an em- ployment for this hand, as holding up a part of the robe; and this may be its security. There will naturally be a fold and a rising in the part held up, and these may be wrought tho' with the utmost delicacy, yet with great substance. In the hollow under the rising may be placed the hand, in which the most delicate touches of the chissel may be shewn, while it is thus preserved in the greatest security." Having described the attitudes of the caryatid figures, Ware went on to define their dress. His argument in this passage seems to be based on prudish dictates of the time, for he began by censoring any display of caryatid nudity: "Modern sculptors are fond of nudities; but in a chimney-piece they would be abominable: they would shock the delicacy of our sex, and could not be seen by the modesty of the other .... None can dispute, but that the more perfectly cloathed figure is the more elegant, as well as the more modest. . . . Let the drapery be executed well, and the limbs will be seen through it: there will be at once elegance and decency." The parallel between these pious remarks and the figures at the Museum is again undeniably close, for the lower parts of these figures are heavily swathed in drapery through which the outline of a knee may be seen. This drapery is drawn skin tight, however, over their bosoms, and a breast of one of the figures has been left bare, possibly at the insistence of Lord Chesterfield and in spite of Ware's protestations.
It is to be regretted that Ware, having entered into great detail about the carving, never mentioned the name of the man responsible for it. His only allusion to the craftsmen who worked on Chesterfield House is maddeningly vague, couched in his high-flown prose: "The rooms upon the principal floor and that above it, have all expensive and rich ceilings and chimneypieces, designed in the most elegant manner, and wrought in the best marbles; and all by the first artists in their several professions." Whatever his name, the "first artist" who carved the chimney piece took considerable liberties with Ware's design. He introduced a delicately chiseled wave pattern along the top and sides of the fireplace and replaced the etiolated garlands and mortuary urn that Ware designed for the frieze with robust swags and a basket filled with fruit and flowers (Figure 13 ). Though he may have drawn on his own experience when he improvised these happy effects, the same sculptor scrupulously followed Ware's design in the carving of the three recessive moldings on the cornice.
The finished chimney piece must have fulfilled Ware's claims and satisfied his employer, and it stood in the Great Drawing Room until I869, when the first of a series of changes befell it and the house for which it was made. In that year the heirs of the sixth Earl of Chesterfield sold Chesterfield House to Charles Magniac, who consolidated the house by tearing down the pavilions and reorienting the colonnades (compare Figures 3 and I4) , and who rented the ground on which they had originally stood, as well as the gardens behind the house, for development. Before the sale, a few of the contents of the house were transferred to Bretby, the country seat of the Earls of Chesterfield in Derbyshire, inherited by Evelyn Stanhope, the seventh Earl's sister and heiress, who had married Henry Molyneux, fourth Earl of Carnarvon. Among the contents of the house that were consigned to Bretby was the caryatid chimney piece, which was uprooted from the Great Drawing Room and began the first leg of the journey that was to take it to the Metropolitan Museum. The space vacated in the Great Drawing Room was not allowed to remain empty, however, for shortly thereafter an exact replica of the chimney piece was carved for the room by the nineteenth century sculptor Sir Joseph Edgar Boehm. This replica is illustrated in photographs of the room taken before Chesterfield House was demolished in 1934 to make way for an eight-story apartment building, called "Chesterfield House Flats," which can be seen on the site today. It has not been determined whether Boehm's replica escaped the almost complete destruction that engulfed Lord Chesterfield's and Isaac Ware's splendid creation at this time. Meanwhile the original caryatid chimney piece was again on the move. In I923 the Earl of Carnarvon sold the house at Bretby, which was subsequently converted into a hospital, and the chimney piece, together with other furnishings of the house, came onto the market and was 
